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brought out charmingly, and with but little work. Pongee in the 
natural hue does very well for a similar experiment in color, and 
any of the deeper shades of yellow in soft silk are recommended, 
not only for decorative effect, but because this hue is apt to be 
effective in whatever corner of the room you may elect to dispose 
of it, whether tete-a-tete with a blue couch or on an easy chair of 
Indian red. Where the possessor of a down pillow aspires to the 
simplest method of covering it, without the additional tax of 
needlework, I would suggest a width of one of the soft foulard 
satins now sold for dress purposes in all the principal shops. One 
of these satins, cream-tinted, and besprinkled with Pompadour 
bouquets of pale pink and blue, was made to do duty for this pur- 
pose with success. When a present for an invalid is in question, 
or, indeed, in any case where the cushion is habitually used, the 
best plan is to make a movable cover of linen to use over the 
inner lining of rose colored, lavender, or blue silk. For this pur- 
pose drawn-work in all its varieties comes into play effectively, and 
the finer the material the more attractive the result. Work a 
border upon drawn threads of the linen, and add a few scattered 
sprays of flowers, worked in split filoselle that has been previously 
set in color by dropping the skein into boiling water. Clover, 
purple and white, is full of fragrant suggestion and of invitation 
to the head inclined toward it. The cover, when finished, should 
be edged with lace. 

A hand-bag, to be mounted with old clasps of Norwegian 
workmanship in silver, has the blossoms of the hydrangea in 
pinks and purples so overlapping each other as to leave no 
glimpse of the original ground. The flower forms are, after 
working, outlined with silver thread caught down by couching- 
stitches. 

A piano front, worked to replace the wooden fret-work in an 
upright piano, is a frieze of dancing figures, some of them hold- 
ing musical instruments. The ground is soft jrray linen, and the 
silk used is French floss, the spaces filled in in old brick-stitch. 
This is a most successful imitation of ancient embroidery, and is 
an immense improvement upon most of the commonplace antique 
designs of trailing flowers in crewel work. If one is afraid to 
undertake drawing figures, a conventional Italian scroll design 
may be filled in after the same method. Brick-stitch, it will be 
remembered, is a filling stitch, a variety of " laid-work," where 
the soft floss is crossed by irregular stitches of silk or gold taken 
like the divisions between bricks in a wall, and covering the entire 
ground. 

A pretty table-cover recently brought from Paris is made of 
old-gold satin sheeting with a border in applique 1 of dark blue 
cl6th worked with gold thread and crimson silk. The shape of 
this cover is oblong rather than square and the two ends only are 
knotted with fluffy tassels of combed out crewel and silk in all the 
colors employed. 

Another table-cover, suitable for library use, is made of golden- 
brown cloth, a border and corner designs heavily worked in dark 
brown silk and outlined with gold threads. Gold beads are used 
to enrich various portions of the design and the leaves are veined 
with gold. 

A new variety of plush work is to adorn deep red or blue 
plush borders or covers with applique's of silk previously worked 
in silk anil gold upon linen in a hand-frame. The applique's are 
padded before working in order to give the work a raised effect 
when transferred to the deep Bile of the plush. Gold sprays, 
fleur-de-lis, trefoils and quatrerojls are worked in the same 
manner upon linen and jubsequer^ transferred to plush. 

An effective method'of decoralp 
olive serge is to cut strips of dark 
the shape of a trellis work across it7 

out large bold flowers and leaves Trom maroon and dark green 
satin sheeting. Group these upon the trellis like a growing vine, 
some of the flowers and buds passing under the trellis, others 
lying upon it. Baste or gum all in place ; then use silks and 
crewel to button-hole stitch the edges down. Work a coarse line 
of brown crewel for the stem. The trellis may be button-holed 
with red or old gold, while the flowers and leaves look best when 
worked with a shade corresponding to their hue. Vein the leaves 
and point the flowers when all is finished, and occasionally touch 
the foliage with deep red. A showy variety of this work was 
made by using gold braid for the trellis upon a ground of plush or 
dark velveteen, and in this case the flowers were partially em- 
broidered and the foliage applique\ 

Constance Cary Harrison. 



A LADY. ART: ST ANSWERS MR. HORSLEY. 

Attention was recently called in these columns to the extreme- 
ly bigoted and offensive remarks by the London Royal Acade- 
mician, Mr. J. C. Horsley, at the Newton Abbot School of Art, 
as to the position of women in the world of art. A lady artist 
makes a spirited reply in a letter to The (London) Artist. We 
give it almost entire : 

Once for all it should be understood that art is of no sex, and 
an individual of the genus man may be gifted with the art faculty, 
be it music or painting, without distinction of sex. Nature gifts 
both alike. The training only makes all the difference in the re- 
sults. 

Mr. Horsley's remark that female artists have never been as 
gifted as male, and therefore never can be, is altogether a mere 
assertion. _- Certainly they have hitherto not had the chance of 
competing simply because they have had no art training. As to 
the question of propriety Mr. Horsley shows a strange want of 
knowledge of the facts of the case even to speak of mixed classes 
and painting from "the naked model," as they don't exist ! The 
classes study separately. I should imagine that Mr. Horsley as 
an artist would understand that to the true artist the model is 
always but a lay figure to which his or her work alone gives life. 
Moreover, artists invariably employ the words draped or undraped, 
not the incorrect terms adopted by Mr. Horsley which doubtless 
and very properly shocked the ears of the audience. 

Lady artists suffered very many years from the cutting remarks 
often no doubt truthfully made about their work — that the 
anatomy was entirely wrong, and that had they understood the 
drawing of the figure in the slightest degree they would-not have 
been guilty of such faults in drawing. Ladies have therefore 
ascertained that in order to understand " in the slightest degree " 
how to draw the human figure they must adopt the method of 
training so advantageously pursued by the male artists — that of 
drawing from the undraped model. These studies they are now 
following with very great and astonishing results, not only so to 
themselves but greatly to the advantage of the real models who 
sit draped or undraped as the case might be. These girls are no 
longer a degraded set, a disgrace to their sex, as they were once 
thought ; but now that the profession of " sitting as a model " is 
protected by women the girls have distinctly improved as a class. 
They have risen in their own estimation, and they are both mor- 
ally and mentally benefitted by sitting to ladies who treat them 
wisely and kindly, and who are looked upon by the models as 
their friends as well as their employers. Let it be noted that a 
model who objects to sit to a lady is now looked upon both by 
ladies and other models as one who has been ruined in morals by 
sitting to gentlemen alone. She requires high prices, contracts 
irregular and unsteady habits ; in fact, a lady never asks twice for 
a model who does not like to sit to ladies. 

This fact speaks for itself. If ladies give up painting from the 
undraped model the class will degenerate into the same state from 
which lady artists have rescued them. They are now a good re- 
spectable hard-working class of girls, and their calling no longer 
misconstrued. 



Touching the question of propriety, if there should be any 
thought of evil at all it appears to me it would entirely lie the 
other way, and that the restriction should be not in the ladies 
working from one of their own sex, but in the men doing so. 
Ladies never paint from the male model as the men do from the 
female model, and simply because pictures are chiefly, as far as 
undraped figures go, composed of female ones. However, if for 
the future men should still bitterly complain of the impropriety 
of the ladies, it can easily be solved by the ladies keeping all the 
female models to themselves, and painting only from them on the 
condition that the men will be equally reasonable and paint only 
from their sex also. At the same time ladies are always susceptible 
to kind instruction and advice, and the very valuable works of art 
recently exhibited by Mr. Horsley will no doubt make him an in- 
estimable guide to art students, especially to those supremely 
Christian ones who consider the highest morality consists in 
millinery. Only that weak portion condemned by Lord Shaftes- 
bury we are told, and who are lost in atheism and infidelity, be- 
lieve, it seems, that they were made in the image of God, and 
are therefore not ashamed of true purity. I therefore as a lady 
artist, and in behalf of a great many others, beg to protest abso- 
lutely and entirely in the name of all true morality in life as well 
as in art, against the opinions expressed by Mr. Horsley ; and to 
say very decidedly, we, under a deep sense of duty as Christian 
citizens, decline completely and positively to follow his advice. 
Yours faithfully, Isabel de Steicer. 



CORRUPTION OF RENAISSANCE ORNAMENT. 

Dr. Dresser, who declares in his " Principles of Design" that 
he is "chilled and repelled by all Renaissance ornament" — 
whether it be Italian, French, or English — must have been grati- 
fied if he attended the lecture of Mr. H. H. Stannus in London 
not long since. The lecturer in his arraignment, however, did 
not include all Renaissance ornament, emphasizing, indeed, the 
exception he made as to the "purer phases of the earliest period." 
He explained that, adopting as a text Ruskin's beautiful simile of 
each successive style being the daughter of a preceding one, he 
wished to trace the progress and development of hereditary dis- 
ease, which eventually occasioned the death of the styles descended 
from the Renaissance. He classed the pure Renaissance as a 
style with the finest early English or the best period of Greek art ; 
and for that very reason he said he wished to warn the younger 
members against the dangers of degeneration to which it was 
liable. This disease might be likened to a scrofula, which, first 
attacking the complexion, progressed in successive generations 
from bad to worse till it attacked the whole body, and the 
abominations of the Louis Quinze period were perpetrated. 

The decline began about the time when the Italian decorator, 
Primaticcio, was invited by Francis I. to settle in France to super- 
intend his works of building. In a detail by Primaticcio might 
be traced the first beginnings of evil in a curving over of an 
elliptic moulding. True, it seemed to add to the beauty and 
intricacy of the work, but it was the first step in the misuse of 
material. The moulding was evidently regarded as a plastic 
material to be twisted or altered with impunity, and very soon it 
was treated with as much familiarity and freedom as if it were a 
leather scroll instead of a raised line in stone carving. How these 
scroll forms were misapplied in Elizabethan work is well known to 
all, but the origin is not so apparent. A further development soon 
followed. The artist noticed the effect he had produced, and so 
surely as he did that he was certain to go wrong. He saw the 
little piquant spot of light produced by the turn he had given the 
moulding, and this, he thought, could be turned to account. He, 
therefore, permitted his work to become less and less construc- 
tional ; the scrolls were developed, especially on shields inserted in 
tablets, until a whole panel became a series of fretful curves, dis- 
tracting and disturbing the eye of the spectator. This voluted 
work became rampant and ruled the whole design. In the ceil- 
ing of the Sala del Senato, in the Ducal Palace at Venice, the 
beams of division were honestly formed and displayed, cutting 
it into nine panels; but the whole ceiling was reduced to a 
sprawling, wriggling mass of curls, and wretched picture-frames, 
all abominably gilt. We admire the immense technical ability 
shown in the joinery and the wonderful skill displayed in the 
gilding, and yet we feel that the sum total is a failure because it 
lacks constitutional honesty and force. In another and some- 
what later ceiling we may see that the whole composition is but a 
frame with pictures let in, and that the divisions might as well be 
of composition as of woodwork. The church Santa Maria del 
Miracoli, at Brescia, is a building of beautiful proportions and 
good quatrocento work, but it has been spoiled by the rococo 
ornament added to it in the seventeenth century. 

Coming to the French Renaissance beginning with Francis I., 
who called in the foreign artist before mentioned,-Primaticcio, 
the French could do anything that was set before them when 
once they had been shown the way. Examples of this period 
show stonework treated in its design in a style only applicable 
to woodwork, while woodwork and cabinets are designed to 
indicate stonework. Other instances showing the peculiar treat- 
ment of the style may be found in the gates and panels of this 
period. Francis was succeeded by Henri II. Specimens of his 
style were pointed out by the lecturer among the drawings on the 
wall. There was an example of a door, tolerably pure in design, 
and also a ceiling which was a fair specimen of the work. It was 
not constructional, as the beam shown played no essential part in 
the construction, the designer being more inclined to what he 
thought a pretty ceiling than a ceiling which would hang to- 
gether. It was what was called scenic architecture — meant to 
please the eye, and it carried inherently the seeds of its own 
decay and fall. Next notice was called to the treatment of volute 
and pediment caught from Francis I., who had it from Prima- 
ticcio. Beauty was seen in the pediment, and so it came to be 
misused and misplaced as an ornament. To give an instance, a 
pediment was inserted at the back of cast-iron fireplaces — the 
large fireplaces used with dogs. Coming to the time of Henri 
III., the pediment became broken in the middle or twisted, and 
the volute was turned round. There were also many examples of 
Louis XIII. style among those on the walls. A peculiarity of 
the French, it was remarked, is the marvellous cut-and-dried way 
they have of dividing off their styles. The English do not name 
their styles nearly so elaborately as the French do theirs. 

After tracing the progress of decadence under Louis XIV. at 
some length, Mr. Stannus showed the evil in its worst form of 
development under Louis XV., pointing out in detail the misap- 
plication of ornament in regard to material, and the sacrifice of 
construction and the strength of material for the sake of effect. 
There could not be a deeper sink, he said, of moral corruption 
than there was at that time. Art had apparently sunk to the 
same low level. A trite moral was pointed in the act of the 
French, who rose and swept it all away — the punishment that 
should have fallen on Louis XV. falling on his son. He had 
shown how a taste for falsehood and trickery in art had been con- 
tracted, carrying with it the seeds of decay ; how it had got into 
the hands of kings and nobles, each of whom had out-Heroded 
Herod, till at last it died of its own rottenness. 



Mr. Geo. R. Halm, whose attractive decorative de- 
signs are well known to our readers, has been appointed manager 
of the art department of the Orange Judd Publishing Company 
of this city. Mr. Halm has acquired a good reputation in his 
profession, and will have a fine opportunity in his new position 
for the exercise of his talents. 



OoFFFxpn&FnrF, 



THE PARIS DECORATIVE ART EXPOSITION. 

Sir : With the Salon, on the twentieth of June, closed the 
annual Exposition des Arts Decoratifs at the Palais de l'lndus- 
trie. Candor compels one to acknowledge that it has not been a 
particularly interesting exhibition, even to one of highly decora- 
tive tastes, and even representing as it does — or strives to do — the 
present high-water mark of decorative achievement of the nation 
whose tastes once led the world. 

Fortunately the world will no longer be led blindfold by a taste 
which, whatever it may once have been, is no longer vigorous or 
original, and seems fallen into a state of merely self-imitative 
existence, all the more surprising that the picturesque and plastic 
art of the country is yet vital with ideas, however loudly it pro- 
claims that art is only technique. 

In the way of household furnishing and feminine costume, for 
instance, what do the words " French taste," nowadays sug- 
gest but soulless vanity ? — light, gay and airy with artificial 
elegance, but as devoid of natural grace and expression as those 
tiny jewel-boxes of boudoirs in which wax candles burned all day, 
where the air swooned with its burden of musk and attar-of- 
roses, and where neither sunshine nor fresh air ever entered, 
which were triumphs of decorative art in Marie Antoinette's day. 
Nowhere can one feel more vividly the mindlessness of French 
decorative art than at Windsor Castle. That Gothic pile, grand 
and solemn, in spite of its architecture of anachronisms and dis- 
crepancies, speaks eloquently to one's spirit, and lifts it from its 
ordinary level to the grander heights of the race. We are mind 
and spirit only while wandering through those mighty Gothic 
halls, till we come to the apartments " elegantly " furnished in 
Louis XV. style. The shock with which that meaningless show 
of gold, white, and crimson in that imaginative atmosphere brings 
one to earth again is indescribable. 

French genius always claims to be Latin and classic, hence 
more for form than spirit, as opposed to the genius of England 
and the northern races, which is Gothic and imaginative. Decora- 
tive art, of course, means form rather than imagination, and 
ought, perhaps, therefore, to be the peculiar forte of Latin and 
classic nations. Nevertheless, few persons with a drop of Saxon 
blood in them, would not, it seems to me, prefer the most gro- 
tesque Gothic vagaries even in household and decorative art to 
the watery and monotonous classicism which predominated in the 
Exhibition this year. 

Among paintings De Nittis had a large canvas, as " decora- 
tive " as his work usually is, but no more so. This canvas proved 
interesting to every American at once for the success of the 
artist's endeavor to introduce an elegant New Yorker among the 
French people of the scene. The New Yorker is refined of feat- 
ure and expression, enough of the world, worldly, and yet not 
too much so, just the type of the best breeding and style that we 
always recognize abroad as our very own, and which is so 
much better to our minds than the "very own" of any other 
nation under the sun. 

The other mural decorations consisted, of course, largely of 
seasons, auroras, animals, young women in gardens, flowers, and 
the like. Some of these were pure eccentricities in color, and so 
far original; but a more prevailing, and, therefore, of course, fash- 
ionable style, was a sort of Boucher-like tone, resembling pastel, 
although done in oils. Wall decorations, according to one mod- 
ern French school, must no longer be rich, deep, and vivid, as 
when Ghirlandajo worked or when Rubens painted his " Apoth- 
eosis of Marie de Medici," but chalky and vague like Puvis de 
Chavannes. According to another, it must be also not rich, deep 
and vivid, but absolute realism of color and form subjected to 
clever artistic flattening, so that it shall not try to deceive one with 
ideas of space and perspective when looking upon a mere painted 
wall. Still another style, a new whim of decorative color, was 
rather conspicuous, as if France might be trying to settle upon 
some far off pagan sunset hue to rival the peacock blues and sage 
greens of mediasvally-minded England. This was a sort of pur- 
plish pink, almost a magenta, a color which has no right to 
exist except in costumes of scarecrows. It showed itself mostly in 
.flat backgrounds of walls, tapestry, and carpets, being so artificial 
a color that it is seldom found in natural objects. 

There were numerous figure pieces, usually panels for dining- 
rooms, with flat landscape backgrounds, painted in the large fash- 
ion of color and form of Bastien-Lepage, who, realist as he is, 
has peculiar qualities for decorative work. Let Bastien-Lepage 
run his horizon line high up out of sight into the frame of his 
picture, and the picture would look like very striking tapestry. 
His peculiar greens too are delightfully toned for pure decoration. 
Guifard sent a design for the decoration of the staircase of 
Bonnat's hotel, pure Renaissance in intention, but equally Parisian 
in the flutter and unrest of every human figure in it. Pinel sent a 
windy ceiling, Lameire another — indeed, a modern wind blew 
steadily through all this shadowy classicism. All the Venuses and 
Psyches were breeze-tossed, the Cupids had all they could do to 
keep any semi-classical pose, even blind Homer's locks surged 
tempestuously about his ears, and he touched his harp with a re- 
dundancy of motion not strictly classical, but doubtless necessary 
amid all that modern tumult. 

In the way of mobilier, the exhibit was singularly small. There 
wereafewfauteuils of Louis XVI. style upholstered with imitation 
Aubusson in the very palest ashen ground, a table of mosaic mar- 
bles, round and characterless, two or three meuble-credences of 
carved walnut, a carved mirror-frame or two, and nothing else but 
decorated screens. On the mirror-frames the Cupids were as rest- 
less and Parisian as elsewhere. Every one of them seemed to have 
something to say, and to wriggle upon his perch as if he would 
far rather be a real Parisian Gavroche than an eternal Cupid in a 
century which believes in Gavroches, but no longer in Cupids. As 
far as the Exposition goes to prove the contrary, not a single idea 
on the subject of chairs and tables has turned itself over in the 
French mind since the days of the Bourbons. 

Among the architectural designs, but one solitary chimney-piece 
had not the coldly regular vertical and level lines of the Greeks. 
In an English exhibition of this kind, what imaginative feeling 
would have shown itself in the strong uprising of lines that refuse 
to point anywhere else than to a purely imaginary world, or to 
bear the decorative burden of other than purely imaginary beings ! 
A peculiarity of French taste is shown upon one of these level 
mantels. Out from under grave cornices and between Doric pilas- 
ters starts— as if from a spring box— a human head, not calm and 
passionless like Doric sculptures of divinity or nymph, but piquant 
and laughing, coquettish and gay, the very type of a Palais Royal 
soubrette upon the stage. Between Doric columns and Palais 
Royal soubrettes there seems a want of artistic unity even to the 
eye of an American Goth. 

To this Goth, who sometimes almost hates the Renaissance, it 
was a relief to get among the designs for statuary and to find the 
prevailing feeling at once departed from, as if plastic art knew 
some other century than the fifteenth, whose ghosts so haunt 
French decoration. Statuary to some minds is nothing if not 
antique classical, and such minds would have been much discon- 
tented with the prevailing realism of the exhibit, all the imagina- 
tive work apparently congregating in the Salon gardens. There 
were several realistic groups with ideal titles, such as Fortitude, 
Labor, Charity, and one strutting figure of Jeanne Dare, as little 
classically suggestive as anything can be when running to the tune 
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of "devil-catch-the-hindmost." There was a Rosa Mystica, a 
personification of the imaginative Middle Ages, which, although 
treated like a Renaissance Madonna, was as smilingly modern and 
self conscious as a New York school-girl. Also, was there a 
Minerva, strikingly noticeable in the fact that she had lost all 
memory of her pagan origin. 

In the ceramic exhibits, too, the nineteenth century dared show 
a face of its own, probably because many of these decorations 
were copies of real living art, which exists for some other purpose 
than to be decgrative. Chaplin, with his nude but thoroughly 
modern figures, is a favorite with decorative copyists, as also are 
Van Dyck and Raphael, and even an artist so at war with all 
classical precedents as Eugene Delacroix. In designs there was 
nothing whatever new. The Sevres, Haviland and Choisy-le-Roi 
designs were as usual the most noticeable. Haviland sent a vase 
designed by Aube, somewhat quaintly original, and although in 
faience, simple and bold enough to be carved in marble. 

Paris, July 20, 1882. Margaret Bertha Wright. 



landscapes, besides sketches and finished drawings of decorative 
work carried out in churches, hotels, and private houses — they 
prove, what is well known but little practised, that all good dec- 
orative work can only be carried out by those who have devoted 
years of study to nature in all its forms. Hence the success of 
Oriental nations in the art when only animals, birds, insects, rep- 
tiles, or inanimate objects are designed, and their comparative 
failure when they attempt any reproduction of the human figure. 
M. Galland's work also proves that other styles are worthy of 
study besides that of the " Greenery-yallery-Grosvenor-gallery " 
School ; a fact which, perhaps, may be worth impressing upon the 
public in these latter days. 
Paris, July 29, 1882. Penguin. 



GLIMPSES OF ART IN PARIS. 

Sir : If any one doubts that France stands first as an art school, 
a visit to the Ecole des Beaux Arts when the Prix de Rome com- 
petition works are on view, will surely convince him of the fact. 
The young men who go in for the concours are from twenty to 
thirty years of age, and the pictures are completed in sixty-two days 
with such success that were they the works of the academicians of 
some countries they would be considered masterpieces. The sub- 
ject for the painting section this time is taken from the first-book 
of the Maccabees, second chapter : ' ' Mattathias refusing to 
sacrifice to idols." The story runs thus : Antiochus desiring to 
force the Greek mythology upon the Jews, the latter revolted. At 
the head of the faithful was "Mattathias, the son of John, the 
son of Simon, a priest of the sons of Joarib from Jerusalem," who, 
with his five sons, left the latter place to live in Modin. There An- 
tiochus and his officers pursued him with promises that if he would 
obey the king's commands he should be honored and rewarded 
exceedingly. Mattathias answered that if all the people fell away 
from the faith of their fathers, yet he and his sons would remain 
true. " Now when he had left speaking these words, there came 
one of the Jews in the sight of all to sacrifice on the altar which 
was at Modin, according to the king's commandment, which 
thing when Mattathias saw, he was inflamed with zeal, and his 
reins trembled, neither could be forbear to shew his anger accord- 
ing to judgment, therefore he ran, and slew him upon the altar. 
Also the king's commissioner, who compelled men to sacrifice, he 
killed at that time, and the altar he pulled down. .-^ . And Matta- 
thias cried throughout the city with a loud voice, saying, Whoso- 
ever is zealous of the law, and maintaineth the covenant, let him 
follow me. So he and his sons fled into the mountains, and left all 
that ever they had in the city." It will be seen that this is a most 
dramatic subject, and as regards local color, not common. No. 1, 
by M. Popelin, a pupil of MM. Giraud and Ferrier, is one of the 
best, although it is somewhat wanting in originality, the influence 
of Munkacsy being strongly accentuated. Mattathias stands be- 
fore a splendid portico with uplifted arm — somewhat too suggestive 
of the conventional tragic priest of Racine, dressed in a violet 
head-covering bound round with a pale blue ribbon, and a dark 
flowing garment ; the old man's figure stands out nobly against a 
gold back ground, but it is just a little too suggestive of one of 
the Pharisees in the "Christ before Pilate." At the foot of the 
steps is the Greek soldier in brass armor, weltering in his blood ; 
while a little above, on one of the steps, is the apostate Jew, his 
hands clasped upon a fearful wound in his chest, and his upturned 
face expressing the most direful agony. This latter is a splendid 
study of foreshortening ; and the arms of the principal figure are 
fine specimens of draughtsmanship. The painting is solid and 
broad, and the color rich. No. 2, by M. Danger, is too forcibly 
dramatic, and the repetition of the uplifted arms of Mattathias by 
all the crowd is too monotonous. 

No. 5, by M. Rochegrosse, a pupil of MM. Lefebvre and Bou- 
langer, is by far the most original, and the only one which gives 
the blaze of an oriental sky in strong sunlight. To the right, by 
the overturned altar, Mattathias stands brandishing his bloody 
sword, while at his feet are the two bleeding victims. This pro- 
fusion of blood is M. Rochegrosse's weak point. His " Vitellius," 
although unrewarded, was one of the most clever works at the 
Salon, but it displayed too much blood even for so sanguinary a 
subject. Here too there is a sense of the place formerly having 
been used as an abattoir. In the crowd on the left is a head of an 
old woman which would do credit to Bastien-Lepage. The whole 
is realism of the right kind — that of the period represented, but 
carried out in a modern spirit freed from conventionality. M. 
Rochegrosse is a. first rate colorist. 

No. 10 is by M. Roy, another pupil of MM. Lefebvre and Bou- 
langer. He has put a great deal of air into his composition, but 
the figure of Mattathias in bright red is not satisfactory. The fore- 
shortening of the apostate's body is clever ; but in this, as in No. 
5, there is too much of the sanguinary element. Blood is sprinkled 
on everything and trickles down the steps in the manner of Henri 
Regnault's grand Alhambra picture. 

As examples of the result of the Beaux Arts system, M. Paul 
Baudry's pictures in the Orangerie of the Tuileries Gardens are 
most interesting. " The Vision of St. Hubert " — the chimney piece 
of a large hall in the Chateau of Chantilly — is treated in the style 
of the eleventh century. The saint is a portrait of the Due de 
Chartres, and the young page holding a horse's head that of the 
Due d'Orteans. There is a certain confusion in the composition, 
and the color is somewhat raw ; one feels that M. Baudry is not 
quite in his element both as regards subject and style. Far more 
in his line is the large ceiling, belonging to Mr. Vanderbilt, 
" Les Noces de Psyche." The centre is circular, and contains 
figures of Jupiter, Juno, Ganymede, Cupid, Psyche, Proserpine, 
Pluto, Venus, and Mars. The tenderness and naivety of the 
principal couple is charmingly portrayed. So, too, the four 
corners, "Children bearing the attributes of the Gods," are de- 
lightful in color and design. The ' ' Towns of Italy " belonging to 
the Duchesse de Galliera are in the same style. Genoa is partic- 
ularly happy in color. The principal figure is that of a woman 
in pale dusky purple, with two attendant Cupids — one bearing a 
shield with the arms of the town, the other measuring a globe 
with compasses. A large number of studies in black and white 
and in color for the pictures in the new opera house are also 
here, and show great fertility of design. M. Baudry is as success- 
ful in portraiture as in decorative art — witness the fine portrait of 
Guizot, painted in i86d. The old diplomatist leans one arm on a 
table covered with papers, while his left hand is on his knee, adding 
to the rigid, thoughtful expression of the face. Nothing could be 
truer than this likeness, or those of M. Beuld and Charles Gamier, 
whose square features seem to live upon the canvas. Another— 
that of M. J. B. — has the tone, character, and freedom of touch, of 
the old Venetians. But in women's portraits M. Baudry does not 
shine ; neither his Madeleine Brohan nor his dames du monde are 
satisfactory, and one of the latter shows hurry, and carelessness in 
the execution. His little Comrte de Montebello, which was in last 
year's Salon, is stiff and dressy — the boy's feet seemingly jammed 
into tight new boots, and his legs too weak to support his body. 
How bad, too, is the dog ! yet the color on the whole is pleasing. 

Another master of decorative art is M. Galland, whose sketches 
and studies at the Musc"e des Arts Ddcoratifs are well worth care- 
ful attention. They are legion. Studies from the nude, studies of 
flowers treated as ornament, flowers and figures considered in re- 
lation to architectural effect, studies of ceilings, impressions of 

ft, 



ETCHING AND DRY POINT. 

B. F., Toledo. — In our issue of September, 1881, we published 
an illustrated article on the elements of etching, written by a prac- 
tical etcher. You cannot do better than study that. (2.) "Dry 
point," although often used in conjunction with etching, cannot 
be strictly called etching, which, in its strict meaning, implies 
corrosion. In etching, the line is bitten into the metal plate, 
or stone. In dry point, the line is simply scratched with the 
sharp point of some instrument, usually steel. There is some- 
thing peculiar in the nature of a scratch as distinguished from 
an etched line. This is explained as follows by Mr. Hamerton, 
in his recent admirable work, " The Graphic Arts :" " When a 
line is bitten, the copper is dissolved out of it by the acid, and 
therefore is simply absent, but with a dry point line it is not so. 
Here the disturbed copper is raised up out of the furrow and 
pushed either to one side or the other, or to both sides at once, 
and the way in which it is pushed aside depends upon the 
artist's manner ot holding the needle. This raised copper is call- 
ed the burr, and it catches ink when the printer inks the plate. You 
notice a certain softness at the edge of the line, a shade, as it 
were, outside of the line ; well, this is the consequence of the burr, 
for if there were no burr that soft shade would not exist, and you 
would only have an impression of the clear sharp line itself, which 
would have the appearance of a fine engraved line. The burr can 
be removed very easily, and then you get something like engraver's 
work ; or it can be left, and then you get something which resem- 
bles mezzotint in quality and is really the same thing as mezzo- 
tint in principle. Both kinds of dry point are very valuable re- 
sources, and are often employed by skilful etchers at the finishing 
of a plate. It has been said that dry point is to an etching ex- 
actly what glazing is to an oil picture ; it gently darkens and 
softens the work, and throws over it, as it were, a veil of a differ- 
ent quality from its own ; but though this is true, it is not the 
whole truth, for dry point enables an etcher to add passages of 
extreme delicacy which would othewise be beyond his reach. The 
diamond may be used for some of these, as it cuts delightfully, 
and is held like a pencil. But not only does dry point add to an 
etcher's resources at the upper end of the scale, it enables him to 
add richness and softness to his darks." 



THE TREATMENT OF FLOORS. 

Sathurst, Newport, R. I. — The carpet, in our opinion, should 
never entirely cover the floor. It should always be so arranged 
that it may be taken up and shaken from time to time. There 
should be not less than a foot of space from the skirting-board 
all around the room. This may be painted (which we do not rec- 
ommend, as the surface soon wears away) or stained, after being 
properly planed and rubbed down, and afterwards polished with 
beeswax or turpentine ; or it may be covered with oilcloth of little 
or no pattern. This last-named method is well suited for a dining- 
room. We know a house where it has been adopted — an oilcloth 
of the color of old oak having been used for several years, and it 
still retains its original neat appearance. The chairs and other fur- 
niture standing on it have kept it from the friction of passing boots 
and shoes. This method, we think, after all, is probably the best of 
the inexpensive kinds. Dark-red matting around the skirting boards 
looks very well, but it fades very soon in a sunny room. If expense 
is no object, cover the exposed portion of the floor with parquetry, 
which is warm-looking and comfortable, in conjunction with a 
dark, rich-bordered carpet overlaying it a few inches. It is neces- 
sary, though, to have the floor cut, sometimes at considerable in- 
convenience, to prepare the way for this filling. 



HALL AND STAIRCASE DECORATION. 

Sir : I shduld.be much obliged for a few hints as to the treat- 
ment of my hall and staircase. There is a fair amount of light 
from a sort, of conservatory on the first landing. The hall and 
the staircase walls have long been covered with a marble paper, 
varnished. What would you recommend to do with them ? The 
stairs are white stone, which we clean with pipe-clay, and the ceil- 
ings are whitewashed. The skirting-boards are grained to imitate 
oak like the dining-room doors. I do not wish to repaint the re- 
ception-room woodwork, which now goes very well with the fur- 
niture, and, indeed, does not need renewing. 

S. P., West 34th St., N. Y. 

Answer : If the ceilings are not too low, have a three-foot 
dado of dark-green stamped Japanese or Spanish leather, or one of 
the capital imitations of them which are much cheaper and almost 
as desirable. Have the upper part of the wall flatted (i.e., painted 
with gloss) in terra-cotta color and separated from the dado by a 
dark wooden rail ; the ceilings may be kalsomined a cream — almost 
light-buff color. Have the stairs and skirting-board painted to 
imitate the color of the dining-room doors if you will, but do not 
have them to imitate any kind of graining, which, like most shams, 
is in bad taste. Your varnished wall-paper in imitation of marble 
is strongly to Be condemned. 



The Society of Decorative Art of Califor- 
nia win hold at San Francisco, during the first two weeks in Novem- 
ber, a competitive exhibition of embroideries and embroidery de- 
signs. Ten prizes, amounting to $445, will be awarded as follows : 
For the best piece of embroidery, the most artistic in design, color 
and work, suitable for a portfire, $100 ; for the design or piece of 
embroidery, receiving the majority of the votes of visitors during 
the exhibition, $50 ; for the best design for a screen of not less 
than three panels, $75 ; for the best design for a portiere, compe- 
tition limited to Pacific Coast art-workers, $50 ; for the best em- 
broidered table-cover, $50; for the best sample of drawn work, 
of original design, $25 ; for the best design of outline work on 
silk or linen, $25 ; for the best embroidered lambrequin, suitable 
for a mantel, $25 ; for the best design of California wild flowers, 
suitable for decorative purposes, $25 ; for the best figure design, 
suitable for a panel, $20. 

Cash prizes amounting to. $250, offered by the Dixon 
Crucible Company for the best drawings made with their. American 
Graphite pencils by American school pupils or art students, were 
duly awarded at Saratoga injury.- Two. hundred and sixty-four 
drawings were sent in, representing twenty-two States. The two 
highest prizes — $50 each — were given to Miss Mary Fairchild, of 
St Louis, Mo., and Miss M. L. D. Watson, of Morristown, N. J. 
AH but one of them were awarded to young ladies. The Dixon 
Company intends to offer another set of prizes the coming season. 



TDpto JPnMirflfions, 

The Life and Works of Thomas Bewick, 
Wood Engraver. Being an Account of his Career and Achieve- 
ments in Art, also a complete critical Estimate of his Engravings, 
both on Wood and Copper, with a Notice of the Works of his Broth- 
er, John Bewick, by D. C. Thomson. Illustrated with numerous 
Engravings. London : J. S. Virtue & Co. This admirable work 
contains a complete record of the celebrated artist's life, and full 
information as to the contents of all the books for which he exe- 
cuted engravings, together with critical remarks on the merits of 
the cuts. The " Quadrupeds," the " Birds," and all the more im- 
portant of his works receive particular attention, and a special 
chapter gives hints to collectors of his works. The illustrations, 
in many instances, are printed from Bewick's original blocks. 
Where these were not available, fac-similes have been used from 
the best states of the book illustrations as well as from the finest 
separately published blocks and plates, such as the " Chillingham 
Bull," the "Elephant," the "Cadger's Trot," the "Waiting 
for Death," and others. Altogether there are about fifty cuts, 
some of full-page size. As is well" known to Bewick's admirers, 
all the shorter memoirs of the engraver have long since been out 
of print. The only one of any length that has yet been published 
is his own, issued some twenty years since, and also now difficult 
to be obtained. This, moreover (although most excellent so far 
as it goes), possesses little or no notice of the works Bewick pro- 
duced. The object of the present volume, therefore, is to fill up 
this gap, never previously occupied, by a careful estimate of the 
artistic value of Bewick's engravings, as well as an account of the 
artist's struggles, achievements and rewards. The edition is 
strictly limited to 75 proof copies (numbered) on large paper, the 
principal engravings printed on China paper, price $22.50, and 
250 smaller copies (numbered), price $8. J. W. Bouton is the 
agent for the work in this country, and will receive American sub- 
scriptions. 

A Paladin of Finance, by Edward Jenkins (J. R. Osgood & 
Co.), apparently deserves the extravagant eulogy that it is "the 
best story of French life ever written by an English author." It 
paints, in vivid colors, the rise, progress, and ruinous collapse' of a 
colossal speculative company, designed to accumulate and wield 
the wealth of the faithful in the interest of the Roman Catholic 
Church. The bold and crafty Italian who engineers the scheme, 
and is suddenly slain at last by two of his humblest victims, crazed 
by their losses; the marchioness, proud, pious and beautiful, 
whom he fascinates and drags down to financial ruin ; her atheist 
secretary, who inflicts the penalty of death upon himself for his 
failure to save from destruction the family he served ; the eccentric 
baron, who divides his mental energies between the selection of 
trousers and devotion to the marchioness whom he hopelessly 
adores ; the burly Silenus of the Bourse and his blind daughter — all 
the characters, in fact, are imagined and drawn with unusual skill 
and stand out upon the canvas almost as clearly as the personages 
in one of Shakespeare's tragedies. 

The Marquis of Carabas, by Mrs. Harriet Prescott Spoffoid 
(Roberts Bros.), is a melodramatic tale of a penitent old slave- 
trader who has rescued a noble Spanish infant from the sea, and 
tries to bring him up in ignorance of his own high birth and his 
foster-father's criminal past. A modern Iago, in the shape of the 
ex-slave-trader's old lieutenant, is resolved to disclose the truth to 
the young man, and share with him the Spanish fortune to which 
he is entitled. The struggle that ensues is picturesque and terri- 
ble, but an opportune heart-stroke carries off the villain just in 
time to permit a satisfactory conclusion. The story, of course, is 
swathed in the peculiar gorgeous diction with which Mrs. 
Spofford's readers are familiar, and which always reminds us of 
the purple haze that sometimes covers an autumn landscape. 

A Fair Philosopher, by Henri Daug£ (G. W. Harlan 
& Co.), the first of the new " Kaaterskill Series," makes 
its appearance in a" decorative medley" cover of blue, brown, 
and silver. Within it is somewhat of a medley, too. German 
literature and personal immortality are curiously mixed up 
with church and family, quarrels and two or three love episodes. 
The ostensible hero and heroine are not so well drawn as some of 
the minor characters, but there is merit enough in the performance 
to warrant the expectation that the author, in due time, will do 
much better. 

Aschenbroedel (Roberts Bros.) is a sincerely and pleasantly 
written story of a country maiden's wrestle with society. She 
boldly defies it by going as a servant into a country boarding-house, 
but soon retreats in good order, bearing off a lover whom she ulti- 
mately changes for another of superior quality, to her own and 
the reader's entire satisfaction. 

The Fireplace (J. L. Mott Iron Co.) is an artistic and delight- 
ful illustrated catalogue that gives one an excellent opinion of 
the taste and skill of the firm putting it forth. The variety of 
grates, fenders, fire-dogs, and other fireplace appurtenances shown 
in it, proves that the Mott Iron Company fully appreciates the 
public demand for work that shall be beautiful as well as useful. 



SUPPLEMENT DESIGNS. 

Plate CXCIX. is a design for plaque or panel decoration — 
"Hollyhocks." If on china, make the upper part light green 
(deep chrome-green and mixing yellow) with brown-green, and 
brown No. 3 in the shaded portions. The larger leaves are 
painted with the same colors, but stronger. For the flowers many 
different colors may be used, as white, yellow and pink, run- 
ning through various shades of red to purple, the latter being in 
some so dark as to be almost black. 

Plates CC. and CCI. furnish a number of bird and flower de- 
signs, which may be utilized for a variety of decorative purposes. 

Plate CCII. a design for a plaque or panel — " Camelia." The 
leaves should be a very dark green (brown-green and chrome-green) 
with brown No. 3 and blue (ultramarine), in the darkest shadows. 
Make the stems brown ; the flowers should be painted very 
smoothly, the white being the white of the china and the gray 
being very light (gray No. 1 and 2) with a little bit of yellow (ivory) 
in the central portion ; stamens silver-yellow at the top. 

Plate CCIII. gives four designs for bands suitable for dadoes 
and similar decorative work. 

Plate CCIV. is an embroidery design—" Trailing Arbutus and 
Partridge Berry"— designed for a sofa pillow, a screen, or the end 
of a table scarf. The ground is of very dark olive silk plush, and 
the embroidery is done in Kensington or crewel stitch.. The ar- 
butus is worked in chenille ; the flowers are in four shades of pink, 
with a few touches of silk floss at the edges of some of 
the petals to heighten the effect of the shading ; the leaves are in 
various shades of wood-brown and olive-green. The leaves of the 
partridge vine are worked in myrtle-green and sage split filling 
floss ; the berries are 'first underlaid with zephyr and then worked 
over in two or three shades of bright-red floss. 

Plate CCV. is a design for a chasuble, French work of the 
twelfth century. The entire vestment is shown in miniature, and 
the working design, actual size, is given below it. The embroid- 
ery is in gold on a violet ground. 



